English Français This article considers literary mapping as an instance of the contemporary construction of space through digital networked technology. Digital cartography -mapping with the means of digital technology, internet and GPS technologies -represents space as a virtual layering of information. The digital cartography project Words in Space is discussed as a case study of digital literary mapping. Analysis of the data contained in this literary map reveals significant aspects of literary commemoration in Australia.
Texte intégral
In his book The New Time and Space (2015) , John Potts contends that the contemporary orientation to space has been transformed through the medium of recently developed technologies. These technologies -the digital computer, the internet, GPS (Global Positioning System) and the smart mobile phone -are components of the networked society, which superimposes a virtual network onto territorial space. Potts argues that "the physical world is increasingly overlaid by the virtual network sphere: space is an overlapping of the virtual onto the geographical" (51). The experience of urban public space, as well as the conceptualisation of space, have been altered due to this persistent mapping of virtual space onto geographic space. 1 GPS, the internet and the digital computer all have military origins, as technologies for the storing of information and the surveillance of space. Satellites were used for the military purpose of surveillance during the Cold War; when the United States government lifted military restriction on the use of satellites in 2000, the civilian use of GPS escalated over the next decade. The satellite navigation (or satnav) of road journeys became a standard feature of new cars: the Dutch company TomTom sold 65 million satnav boxes in 2011 (Potts 55) . Google Earth proved so popular that its launch in 2005 over-burdened the Google system and needed reinforcement servers. Potts remarks that Google Earth "fused satellite and internet technology in the 'zoomable' rendering of geographic space" (55), from the territory of the Earth itself down to the very house and street occupied by the user. Smartphone use proliferated in 2007, with the launch of Apple's iPhone, and in 2008, when Google launched its Android operating system. One such work is After Banhof Video Walk, by Canadian artists Janet Cardiff and George Bures Miller, which premiered at Documenta 2012 in Kassel, Germany. This work was available to be downloaded onto smartphones or media players; users walked with the artists -as a virtual presence -through the Kassel train station. The audiovisual material provided on the player overlapped onto the immediate environment of the station, so that the work hovers in "the intersection of worlds in hybrid mediated space" (Potts 63 ). The user is in two worlds at once, as the dual aspects of public spacethe material and the immaterial -are combined and confounded in this artwork. The experience of public space is enhanced, even confused, by the overlaying of the virtual in this artwork, which draws on the character and the history of the site. The resultant "physical cinema", as this artwork has been described, is a creative realisation of hybrid public space.
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Other artists have used the possibilities of networked digital technologies and GPS to explore environmental themes. Nigel Helyer has developed forms of "digital cartography" in works such as Ecolated, a 2011 project. In this work, water quality data taken while sailing across the North Sea and Irish Sea was visualised and sonified on an online interactive map. Environmental data was mixed with oral history material, "all of which was geo-located in a multilayered composition" (Helyer and Potts 4). The result was an environmental portrait of the sea and of Belfast. A more recent 2016 project, When Art Meets Science, takes environmental readings of the Shoalhaven River Valley, in NSW, Australia, and makes them available to users through hand-held GPS devices, allowing users to experience an environmental and cultural portrait of the place as they walk through it.
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If artists have avoided the game-playing possibilities of mobile technology, this potential has been fully exploited by the Pokemon Go "augmented reality" app. Launched to enormous success in 2016, Pokemon Go "augments" reality by digitally overlaying features of the Pokemon game onto physical locations. Pokemon locations such as "Gyms" are situated in real-world locations; the Pokemon Go player traverses the city and surroundings, guided by the demands of the game. The hybrid aspect of contemporary public space is evident in the wild popularity of this game. Media reports have documented instances where users are so engrossed in their mobile phone screens that they have temporarily ignored their physical surroundings, at times to their detriment. One such user outside New York was reportedly so intent on chasing virtual creatures that he became stuck in waist-deep mud and needed to call 911 (Baird 31) . The pernicious side-effects of the game have been demonstrated in several reported real-world mishaps or accidents resulting from users' focus on the virtual world. The New York Police Department was motivated by the Pokemon craze to issue a safety advisory in July 2016 stating: "As you battle, train, and capture your Pokemon, just remember you're still in the real world, too!" (Schulman 16) .
One feature of the Pokemon Go app that has occasioned critical media commentary is the commercialisation of space as a result of this "augmented reality". It has been reported that McDonald's has completed a deal with Niantic -the game's creator and a spinoff company from Google -to sponsor Pokemon gym locations in Japan (Iveson 17) . Henri Lefebvre's well-known thesis in The Production of Space (1974) was that social space is a social product, and that each society, or each mode of production, produces "its own space" (31). For Lefebvre, advanced capitalist societies have produced "abstract space", a space "founded on the vast networks of banks, business centres and major productive entities…and information lattices". Lefebvre also associates the city with accumulation, stating that "the town -once the forcing-house of accumulation, fountainhead of wealth and centre of historical space -has disintegrated" (53). Urban space today is saturated as well as augmented, causing people, unable to process such huge amounts of information, to forget physical space.
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Augmented reality games such as Pokemon Go may herald the next stage in the development of this abstracted space founded on commodification. This commodification relates not only to the real-world location of "gyms" such as McDonald's, but to the virtual sphere, in which "in-app purchases" within the free Pokemon Go app generate more than $1 million per day in revenue (Iveson 17) . The urban geographer Kurt Iveson, in a critical media article on Pokemon Go, has pointed out that the most lucrative revenue stream opened up by the augmented reality game is the acquisition and sale of data collected from the users of the game. This includes not only personal data but "aggregated spatial data about urban activity patterns" (Iveson 17) . This "geo-spatial data", on the movements of millions of users, concerns detailed information on the distances people travel during game play, the kinds of places at which they stop, the groups they travel with, the connections they make, and many other factors. This data is "harvested" from the millions of Pokemon Go players, and could potentially be sold to parties for the purpose of targeted advertising. The user's "geo-spatial" habits may be used for customised advertising targeted back at the user. In this manner, the virtual space becomes a site of commodification, in which the user unwittingly provides the means for a new form of consumerism.
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All maps are selective representations of space. Potts describes the map as a "technology of space"; it is also "an interpretation of space that bears the imprint of the world in which it is made" (19). A map represents territory according to the knowledge and world-view of its period and its specific culture; the historian Brian Harley has stated that cartography "belongs to the terrain of the social world in which it is produced" (qtd. in Pickles 12). Medieval mappaemundi depicted the world according to the dominant religious perspective: they were imaginative constructions of space according to the religious understanding of the time. Renaissance mapping, by contrast, was conducted through the means of quantification and measurement: terrestrial space was depicted in geometrical and mathematical -rather than symbolic -terms. World maps -filling with detail as more of the world was "discovered" through explorationwere based on the "predetermined spatial grid", the "empty, homogeneous graticule of latitude and longitude", in the words of Jerry Brotton (75) .
Digital cartography inherits the mathematical dissection of territorial space developed in Renaissance mapping, adding a virtual dimension rendered by networked technology and GPS. The historian of mapping Simon Garfield remarks that the electronic mapping freely available on the internet and smart phones places each user "individually, at the centre of our own map worlds". Users plot a route on a smartphone or in the car from ourselves -"current location" -and distance is measured from "where we stand" (19). Where Jerusalem was once placed at the centre of European maps, or Youzhou stood at the centre of Chinese maps, Google-maps inserts the user as origin and centre of space -a form of "Me-Mapping" -as represented through the technology of virtual mapping.
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Digital literary mapping may be considered a utilisation of virtual mapping that has more in common with locative media artworks than with the new commodification of Pokemon Go. It is less an instance of "Me-Mapping" than an attempt to enrich users' knowledge of particular sites or sections of geographical space. Literary mapping has emerged as a manifestation of "geohumanities", or "the rapidly growing zone of creative interaction between geography and the humanities" (Douglas et. al. 3). As David Cooper et. al. have observed in their recent study of literary mapping, "mapping technologies constitute an innovative means through which individuals can orient themselves, and in the process, renegotiate their relationship with their surroundings" (2). Literary mapping, deploying digital technologies and GPS, enhances the user's understanding of specific urban spaces, often by revealing historical knowledge of the site. A temporal as well as spatial dimension is often involved with literary mapping, as aspects of literary history are layered onto the geographic site through online means across different platforms from desktop to tablet and mobile. Cooper is the only scholar in the collection, for instance, to extensively investigate poets, while playwrights, children's authors, non-fiction travel writers, essayists and others are neglected. Even realist literature such as W.G. Sebald's Rings of Saturn needs to offer its "imaginative" maps to geo-unlocated readers who are assumed to have no reading history of their own.
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The second limitation, one of place, springs from the first. As Bushell observes, Michael De Certeau's conceptions of space and place in The Practice of Everyday Life (1980, translated 1984) have led literary cartographers to see "place" as the material book/ebook platform itself which produces the imaginative "space" of reading (130). Sydney, Melbourne and Canberra (2015) is the result of a two-year transdisciplinary project at Macquarie University between literature, geography, media and cultural studies scholars. It catalogues and digitally maps sites which recognise or represent Australian writers or their works, excluding graves. An initial sample of sixty sites in Sydney (thirty-five), Melbourne (fifteen) and Canberra (ten) has been photographed, documented and GPS-located in the field. Words in Place users can filter searches by author (A-Z by surname), genre (e.g. novel, children's literature), commemorative style (e.g. statue, writers' walk) or state (e.g. New South Wales). Google Maps technology allows users to zoom in on the map and click on a marked site, opening relevant photographs, site descriptions, categorisations and hyperlinks. Ten selected sites also feature de-identified audio and transcript interviews with community members; these interviews discuss the local significance of sites such as Manning Clark House in Canberra and the State Library/Wheeler Centre precinct in Melbourne. While still at a pilot stage, this scholarly and community resource will expand over time to include rural sites. These sites are often more innovative than Melbourne, largely focused upon the Wheeler Centre and its living literary culture.
Words in Place: A Digital Cartography of Australian Writers and Writing in
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Analysis of the data sets contained in Words in Place reveals significant aspects of literary commemoration in the three urban centres. Ashton and Hamilton observe in "Places of the Heart: Memorials, Public History and the State in Australia Since 1960" that there is a powerful trend toward "participatory memorialisation" and away from singular, official histories to more open-ended, localised ones (10). Although all located in the South-East corner of Australia, the three cities are vastly different in their approaches to literary commemoration. Sydney, the oldest city, has the 1991 Circular Quay Writers' Walk, a considerable number of statues and plaques, and a recent upsurge in public sculpture incorporating textual samples, such as the 1999 Janet Laurence sculpture Veil of Trees near the Art Gallery of NSW. Melbourne, Australia's only UNESCO City of Literature, is poorer at public commemoration of writers than Canberra which, since the 2001 Centenary of Federation, has embarked on a remarkable program of installing public spaces dedicated to Australian writers. These either have their own dedicated sites or can be scanned and thus have an interactive digital component.
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As a created capital habitable from the late 1920s, Canberra had a slow start, largely restricting itself to writer-themed suburbs such as Garran. It was not until the 1970s that an "efflorescence" of local writers could be identified, as Pierce (27) does for the impressive number (and calibre) of poets connected to A.D. Hope's tenure at the Australian National University from 1950. The university now houses the A.D. Hope building, an A.D. Hope sculpture and the Judith Wright Court. The conflict between national duties of the capital can be seen in its paradoxical relation to literature and film: while it boasts the National Library of Australia and the National Film and Sound Archive, it is equally the home of the historical censorship, financial blacklisting and ASIO surveillance of writers, particularly those suspected to have communist or activist sympathies (Capp 1993) . In recent decades, Canberra has also become a focus for "antimemorials" (Ware 2008) Poets' Corner further expands its spatial engagement through a series of ground-level plaques installed around the plaza. These plaques contain poems by local, contemporary Canberra poets including "Garema Place" by Michele Crosthwaite, "Garema Epigram" by Geoff Page, "Corridors of Coffee" by Anonymous, "Late" by Steven Evans, "Untitled" by Lesley Fowler, "This Place" by William O'Cooper, "Untitled" by Linette Bone. These poems concern Garema Place itself, unlike the three poems on the plinths, thereby creating interactions between the displaced older famous works and the sense of place of the newer, lesser known ones. To use one example:
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Here, a matter of steps away from one another, Bone's untitled poem records the apparently true birth of a baby at the site, while A.D. Hope's 'Spätlese' speaks to the other end of the human experience in a vineyard location well outside of Civic's built environment. The local, lived heritage of the area is preserved by Lynette Bone, but the literary heritage of the area is served by Hope more convincingly, as he is a major figure in Australian postwar literature and criticism, one of the first to be included in wider English-language anthologies.
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Poets' Corner also exemplifies more recent commemorative trends with its emphasis on a blend of digital and physical interactivity. The site can be scanned and further details extracted from the CityArt app, a Creative Partnerships Australia/Canberra CBD Ltd joint initiative launched in 2013 to provide an interactive digital map of public art. Once, this materialization of memory and the spirit was evoked by religious building, spaces where memory and the spirit were housed, eloquently and enduringly in architecture. With the re-evaluation of religion and the marginalization of most church design, it is now secular spaces that have this This map also employs users' GPS co-ordinates to locate nearby artwork and participatory features such as the small rock platform upon which to step up to recite the poetry. The plaza itself is a larger amalgam of restaurants, art works and recreational initiatives such as a public roller rink. The (non-)utility of poetry in the area is even parodied by poet and artist Richard Tipping's 2012 installation, a street sign which declares: "PRIVATE POETRY / TRESPASSERS WELCOME". Canberra's Poets' Corner is an example of a digital era commemoration of Australian cultural heritage. It is integrated into its urban environment by providing a participatory and sensory visitor experience with textual and hypertextual features, enriching the experience of Australian national literary heritage and its contemporary, localised significance.
At the other end of the spectrum, switching off from the digital age is the aim of Paddington Reservoir Gardens in Sydney. Like Veil of Trees, which augments its physical presence with images, descriptions and maps on janetlaurence.com, Paddington Reservoir Gardens has a sophisticated online presence, and both sites feature in the Sydney Culture Walks app. The historic Paddington Reservoir was converted into a community park between 2006 and 2009. Architectural firm Tonkin Zulaikha Greer describe their winning design as "an accessible sunken garden and pond ... inserted within the conserved ruin of the western chamber of the former reservoir ... The Victorian tree-fern garden hints at the era in which the Reservoir was originally built." (Greer et al. 25 ). This statement echoes Boyer's claim in The City of Collective Memory that cities physically reflect the fragmentation of collective memory. Gaps in city planning are "tokens or hieroglyphs from the past to be literally reread, reanalysed and reworked over time" (9). Literary mapping further facilitates this re-reading.
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Located at the busy inner city conduit of Oxford Street, this crucial piece of colonial infrastructure on the state heritage list freshly nourishes its population through its quietude in quarried stone, complete with ferns, ponds and deckchairs. The former colonial engine-room is now an intentional gap in its hectic motorised and pedestrian traffic. The Indigenous heritage of the area is explicitly acknowledged in the information panel on Oxford St, while the City of Sydney website also invokes antiquity:
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The visitor experience is subject to daily and seasonal cycles in stark contrast to the reality of the twenty-four hour globalised economy. A full storey below street level, the stone and brickwork exude a cave-like solemnity. Janet Laurence and Peter Tonkin's 2003 article "Space and Memory: A Mediation on Memorials and Monuments" provides further insights into what they call the greatest acceleration in memorialisation "since the age of the dictators". This development also reflects changes in public religiosity and "art's shift from representation to abstraction to a kind of alchemic transformation of image and material into a work of meaning" (20). The traditional statue figure has now been supplanted by a utilitarian, sometimes experimental, provision of space for different viewer experiences. This shift in focus from observed to observer imparts a more subjective distillation of meaning. For Laurence and Tonkin: crucial function ... new memorials go beyond iconography to create spaces where this memory is housed and evoked, places where the body, space and time enfold into one another. A language of matter as a carrier of memory, material that evokes memory, and an elemental language of nature's transformative processes unite to memorialize and commemorate the fragility of life. (21) The final poem is "Standing in the warmest light" and, to me, it's just the idea of being in a place, either physically or emotionally, where you can flourish or just feel stronger than you would any other place and I think one of the loveliest things about the poem is that a couple of weeks after it went up, there are certain words of the poem that get more light than others and they're much furrier and [more] luscious than other words who are kind of blocked out by shade. So, I mean to me it's really nice that the poem is quite fragile and it won't always be there because the sentiment of the poem is exactly that, it's about just finding a moment and finding a place in time where you feel safe and comfortable.
Words in Place map n°3: Poetry and Sculpture, Sydney
The preservation of street art within the reservoir is arguably one kind of commemoration of fragile art and it has also been a site for 'moss poetry' in Popper Box collective's Modern Day Mossages. In 2012 Haline Ly, Wil Leong and Sonya Gee drew inspiration from the adjoining former John Thompson Reserve, which includes a fountain dedicated to the Paddington poet. Sonya Gee, an aspiring poet, scoured Thompson's poetry and anthologies before composing her own one-line piece for translation into wires upon which moss was grown. As Gee told ABC radio's Off Track programme:
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This piece of moss poetry on the southern wall of the main garden has now been removed, and it is difficult to tell which words were emphasised by the elements from the Popper Box's digital archive. Two of Gee's other one-line candidates were "Assembling hopes in quiet spaces" and "Being here where small things breathe", both suggestive of contemplation and immanence (28). Although ultimately temporary, the moss poetry project shows how the literary, organic, historical and virtual can combine. It also suggests an Australian capacity for more permanent forms of "geopoetry" such as Ian Hamilton Finlay's Little Sparta in Edinburgh or Robert Haass' Poetry Sculpture Garden at SOMA in San Francisco. Kenneth White, the Scottish poet and academic who founded the International Institute of Geopoetics in 1989, stated in the Institute's Inaugural Text that "the richest poetics [come] from contact with the earth…from an attempt to read the lines of the world". Australian instances of geopoetry testify to White's conviction that poetry grounded in earth has a special resonance in an age of concern for the environment. Bibliographie Brennan (three). The ethnic and gender demographics are especially revealing. Female writers fare better than expected (roughly 40%), while multicultural writers fare poorly, featured in three sites out of sixty (5%), with David Malouf the most prominent author of non-European background (Lebanese-Jewish). Indigenous writers appear only at four sites (6.6%), always as part of a series, such as the 1991 Circular Quay Writers' Walk (poet Oodgeroo Noonuccal) and the 2010 Walsh Bay Theatre Walk (playwright Bob Maza).
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To date, there is not one commemorative urban site devoted to a single Indigenous author, unless the definition of author is expanded to include activist figures such as Bennelong (Sydney) or Sir Douglas Nicholls (Melbourne). For Ian McShane, text-based commemoration, including plaques, facilitates the "legibility of cities" (17) . Unfortunately, what is implied by the current state of literary commemorative sites is that an Australian author is more or less white. Now that living authors are increasingly 'in play', this legacy of discredited Assimilation and White Australia policies is no longer excusable and has seen shifts in other sectors, notably for Aboriginal artists and sportspeople (Osmond and Phillips) .
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The existing lack of diversity demonstrates that local and state governments, heritage experts, arts and planning bodies, community groups, benefactors and other stakeholders can be unaware of absences and new forms of public interface and digital platforms. Quantified research such as that supplied by Words in Place can thus be used to advocate for digitally-augmented public interactions with the national literature, as Australia's literary precincts and interactive urban spaces continue to grow and transform. 
